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Abstract
The journey to the podium for a successful music educator that conducts performing
ensembles requires a strong methodology steeped in score study, rehearsal planning, repertoire
selection, musicianship skills, performance skills, and administrative duties. At the beginning of
a career, educators often find themselves lacking the high level skills necessary to become a
successful educator on the podium. This is often due to the many non-conducting requirements
needed to complete the degree. Once a position is secured and professional life begins, these
skills are often not fully developed. This then results in the music educator lacking the qualities
needed to prepare an ensemble for performances, and not fully realizing the potential of the
ensemble. This document will provide important background information on those topics along
with a brief history of conducting, reference material and survey interviews with professional
conductors.
A conductor must fulfill two basic requirements on a more practical level: know the
music in great detail and have the technique needed to communicate this knowledge.1 Conductor
training usually focuses on preparation, especially how to interpret a work. Students can learn
rehearsal techniques in an educational setting; however, such students tend to be those entering
the discipline of music education and not specifically conducting. Conducting training often
lacks a focus on performance, almost as if performance were an afterthought or the result of the
aforementioned processes. The reality is that conductors spend most of their time alone with
scores and much less time in rehearsals or performances. Conductors must prepare for a
performance by the first rehearsal, and they must use the rehearsal time to prepare the ensembles,
not themselves. In most cases, conductors are without the benefit of having ensembles available
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John Lumley and Nigel Springthorpe, The Art of Conducting: A Guide to Essential Skills (London,
Rheingold Publishing Limited, 1989), 1.
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to contribute to their preparation. What should they know? Composer, educator, author, and
conductor Gunther Schuller made a simple but accurate statement: “[Conductors] must know
everything it is possible to know.”2
Developing the skills necessary for educators to lead ensembles successfully requires
understanding the art of conducting. One must strive to become a great musician and that
includes a high level of proficiency on an instrument. Playing one that is utilized in the orchestral
setting is ideal. But regardless of the instrument, having a high skill level is needed to fully grasp
the details that are involved with leading from the podium. This can be accomplished by
continuing studies on a primary instrument and making the time to learn secondary instrument
pedagogy that includes hands on experience.
In addition to performance skills, having a solid work ethic is necessary. Educators are
often limited in time due to the numerous administrative duties that are required. Having a grasp
on the non-teaching activities that are present and those that will be occurring in the future
should go into the long term planning for each quarter, semester, and school year. This planning
must include critical time needed for score study. Studying a score is a private process unique to
each person. Thus, following one specific method could present some limitations. Conductors
have different opinions about the goals of score study as well as some common ground and
priorities. Philosophies on conducting tend to fall into one of two groups. One of these groups
focuses on technique (i.e., the “stick” technique), such as conducting gestures and providing
visual information to produce a better understanding of the work performed. The other group
centers around forming artistic concepts and interpreting works to establish a conductor’s vision

2

Gunther Schuller, The Compleat Conductor (New York: Oxford University Press, 1997), 10.
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of what music can and should be, based on the composer’s information. Both of these
approaches are connected.
This study presents ideas and concepts from leading pedagogues and professional
conductors, it is not meant as a replacement for personal research. Instead, the purpose is to be
one of the many valuable resources available to music educators who will be conducting
ensembles. This is intended as a guide for conductors to utilize on their journey to leading those
ensembles and creating positive and memorable musical experiences.
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Chapter 1: Introduction
Educators want to provide the best experience for their students. Music educators that
direct performing ensembles must have a certain set of skills that relate to conducting and
rehearsing an ensemble. What are the skills needed to become a quality conductor who can
provide student musicians with a well-planned interpretation based on thorough score study and
research? How do conductors that are leading these students acquire these skills and be
sufficiently prepared to lead ensembles through rehearsals and in performances? These are two
questions that form the basis of this project.
I am fascinated with the diversity of processes conductors use when preparing scores and
works for performances. Not all conductors follow the same guidelines when preparing scores.
Do they use pianos or instruments to play through each part to hear the harmonic structures
designed by the composers? Do they use recordings of pieces during preparation? Do they mark
scores, and if so, with how much detail? Do they need to practice the physical gestures of
conducting?
Contrasting opinions exist about learning and preparing for the craft of conducting. This
activity must include the “required” musical education to understand a score and the technique to
interpret and communicate that interpretation to musicians. In addition, the conductor must learn
to hear and analyze the implied sounds and lead a rehearsal efficiently to achieve a successful
performance. No matter if the performance is taking place at Carnegie Hall or in a school
gymnasium, the person directing the ensemble of student or professional musicians must be a
conductor in every musical sense of the word.
Conductors use a wide range of skills to prepare themselves to lead rehearsals and
achieve the best results. What are the specific aspects needed for successful preparation, if one
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has the time needed to put in the work? This document presents the different aspects of
preparation that conductors use regularly. The goal of this study is to discuss educators’
conducting methods, philosophies, characteristics, and skills. The intent is not to produce the
best method for conducting but to show that educators must prepare themselves in multiple ways
to have the same desired result of a successful performance for their students. They must also
prepare for conducting in a similar manner to someone that leads a professional ensemble, with
the added administrative and non-teaching responsibilities included.
The topics of this study include a standard list of activities for all conductors whether
they will be in the classroom with students, or a concert hall with professional musicians. This
document also presents a background on score study, communication skills, and how to present
ideas concisely yet productively. Conductors must possess performance skills in addition to
communication skills, as conductors come from different paths. A conductor should know at
least one instrument as an orchestral or chamber music performer. They should also have aural
skills to understand intonation, sight-reading, and transposition. For baton technique, conductors
must show all aspects of the score and interpretation using the gestures required for musical
detail.
This document will explore the components conductors need to achieve these skills. This
will create a personal path to mastery and prepare these aspects before stepping onto the podium.
This study commences with an introduction and a brief history of conducting. Remaining
chapters provide information on traits of a conductor in the educational setting, score study, and
rehearsal techniques. Lastly, educators and conductors answer important questions about the
skills related to becoming and being conductors. The appendices include information on
transposition, books for further study, and suggestions on how a conductor can implement the

2

information via checklists and other ways to improve. The aim is providing a general
background for music educators, and explaining the journey one must take to successfully lead
performing ensembles.

3

Chapter 2: Brief History of Conducting
Conducting music has been a practice for centuries; however, the art currently known as
conducting emerged in the 1800s. As early as the 11th century, cantors used staffs or items
resembling staffs or batons to conduct. Scholars have not pinpointed an exact date for the use of
actual batons. However, the invention of polyphony and other factors produced the need for
someone to stand in front of an ensemble and direct.
The idea or concept of a conductor differed from the modern idea in the early stages of
orchestras. Composers or other musicians showed the time by tapping their feet or banging sticks
on the floor. From the middle to the end of the 17th century, the musicians playing the
harpsichords or organs led the ensembles while filling in the harmony from figured bass. Such
musicians gave cues or information by nodding or gesturing with their free hands. Conceptually,
such gestures were means of keeping musicians together and did not include interpretation. In
Vienna, a well-known performance of Joseph Haydn’s Creation occurred with Rodolphe
Kreutzer at the harpsichord and Antonio Salieri as conductor.3 Until the mid-19th century, a
conductor served as a metronome or timekeeper to keep the musicians together. Eventually, the
person conducting stood in front of the orchestra and waved a violin bow or rolled-up paper to
direct musicians.
Louis Spohr claimed to be the first to conduct using a baton. On April 10, 1820, with the
London Philharmonic, Spohr wrote in a letter, “I then took my position with the score at a
separate music desk in front of the orchestra, drew from my pocket my directing baton, and gave
the signal to begin.”4 Despite varying accounts on the accuracy of Spohr’s information, scholars
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David Ewen, The Man with the Baton, The Story of Conductors and Their Orchestras (Freeport, New
York: Books for Libraries Press, 1968), 73.
4
John W. Knight, The Golden Age of Conductors (Maryland: Meredith Music Publications, 2010), 1.
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have assumed this date to be the first performance in which an individual used a baton to conduct
the ensemble. “Despite Spohr’s breakthrough, performers still shared conducting duties, and
occasionally, confusion resulted when three or more musicians directed at the same time.”5
Multiple performers shared directing duties for a period after this event. However, there
was uncertainty on whom to follow. Musicians had to decide whether to follow the cues from the
keyboardist, a violinist waving a bow, or a composer giving instructions. Conductors who did
not play keyboard or lead from other instruments began directing musicians in the Romantic
period. Those conductors focused on directing musicians impacted and changed the concert
experience for the audience and symphony orchestras in Europe during the 1830s and 1840s.
Such conductors likely contributed to listeners’ understanding and meaning-making of
performances and interpretations of music from Ludwig van Beethoven, Wolfgang Amadeus
Mozart, Joseph Haydn, and other composers.
Felix Mendelssohn was a conductor in England and Germany who emerged during this
time. After a negative experience of a performance of his oratorio Elijah in 1847, Mendelssohn
realized that one leader could convey information to musicians better than multiple directors. In
addition to composing, Mendelssohn held a conducting post with Gewandhaus Orchestra in
Leipzig and guest-conducted in various locations, including London. Through his tenacious
efforts, Mendelssohn presented new conducting methods and approaches to the public. He was
one of the first practitioners of conducting and the originator of the classic style (of conducting)
that remains in use to the present day.6
However, not everyone enjoyed having a single person standing in front of an orchestra
leading an ensemble. Robert Schumann, for instance, felt exasperated by Mendelssohn’s use of a

5
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Knight, The Golden Age, 1.
Ibid, 1.
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baton at his first concert with the Leipzig Gewandhaus Orchestra in 1835, saying, “An orchestra
must stand there like a republic, over which no superior is recognized.”7
The evolution of the symphony orchestra resulted in a new way of directing: baton
conducting by a specialized musician, the conductor. “The conductor is the strangest and most
dominant personality in the history of musical performance, a virtuoso with activities if not
mysterious, apparently esoteric—or at least ill-defined.”8 The change in attitude toward musical
direction with baton conducting occurred because of the development of orchestral music. This
included an increase in the number of orchestras, numbers of musicians in ensembles, a greater
variety in instrumentation, and compositional trends that were part of early Romantic musical
works by composers such as Beethoven.
Composer Hector Berlioz published a small handbook for conductors entitled L’ Art du
chef d’orchestre, the first of its kind, in which he separated conducting from mere timekeeping.
The handbook contained the first examination of the functions and responsibilities of a conductor
as an interpreter.9 Galkin quoted Berlioz, who said,
The orchestral conductor should see and hear; he should be active and vigorous, and
should know composition and the nature and compass of instruments, and should be able
to read the score and possess-besides the especial talent of which we shall presently
endeavor to explain the constituent qualities-other almost indefinable gifts, without which
an invisible link cannot establish itself between him and those he directs; the faculty of
transmitting to them his feelings is denied him, and thence power, empire, and guiding

7
Karl Kruger, The Way of the Conductor: His Origins, Purpose and Procedures (New York: Charles
Scribner’s Sons, 1958), 3–4.
8
Elliot W. Galkin, A History of Orchestral Conducting: In Theory and Practice (New York: Pendragon
Press, 1988), xxiv
9
Ibid, 274.
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influence completely fail him. He is then no longer a conductor, a director, but [a] simple
beater of time—supposing he knows how to beat it and divide it regularly.10
Conducting gave Berlioz opportunities to conduct his own music, mostly abroad.
However, he lacked any aptitude for playing an instrument and was first to regard conducting as
a skill in its own right, as difficult to perfect as playing the violin.11
Other books and publications emerged as conducting became a prominent art form. The
Grove dictionary presents a lengthy entry about conductors:
Modern conducting combines at least three functions: 1) the conductor beats time with
his or her hands or with a baton in performance; 2) the conductor makes interpretative
decisions about musical works and implements these decisions in rehearsal and
performance; 3) the conductor participates in the administration of the musical ensemble.
The term conducting acquired its present meaning in the 19th century, as the practice
developed in its modern form. Conducting is largely limited to the tradition of Western
art music, although other traditions have adopted the practice.12
Establishing the art of the conductor resulted in the development of visual concepts or
patterns for communicating information to musicians. These patterns comprise the basis of
modern conducting techniques and have become a nonverbal way of providing musical
communication to coordinate ensemble performances. The development of this method of
musical communication has become somewhat standardized with basic beat patterns forming the
basis of the conductor’s technique.

10

Galkin, A History of Orchestral Conducting, 275-76
Norman Lebrecht, The Maestro Myth (New York: Citadel Press, 1995), 15.
12
John Spitzer et al., Conducting in Grove Music. Oxford Music Online. Accessed September 13, 2021.
http://www.oxfordmusiconline.com/subscriber/article/grove/music/06266.
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The technical aspect of conducting evolved alongside the development of orchestras.
During the 18th century, there was an increase in orchestral accompaniment in opera, and the
orchestra became a focal point of operatic music. This focus resulted in an increased expression
of the orchestra, especially orchestral music. Composer Johann Stamitz, leader of the Mannheim
school, expanded the orchestral style and form while including dynamic and expressive elements
into music. A conductor must possess skills to communicate expression along with the basic
information that is required to understand tempo and style.
The personal element, to a limited extent, to be sure, manifested itself as well in the
conducting of the kapellmeister in Mannheim, Johann Wenzel Anton Stamitz,
contemporary of Bach. It was principally the rigid discipline that, as first violinist and
Taktschlager, he imposed upon his fellow musicians that brought the Mannheim
orchestra to a virtuosity bewildering for the time-the Mannheim orchestra amazed
contemporary musicians by its ability to play crescendo and diminuendo! Today, the
musical historian concedes that in Mannheim, our modern symphony orchestra was born;
to a certain extent, the modern conductor was born then as well.13
The modern conductor was not an accepted concept until the development of symphonic
music and public concerts. The virtuoso conductor’s rise and influence coincided with the period
when public concerts were primary centers for musical activity.14 The idea of a conductor
evolved over time into its modern concept. For example, Beethoven’s Ninth Symphony, a work
technically and artistically years ahead of its time, received only two hurried rehearsals;
however, in modern, amazingly proficient symphony organizations, a great conductor would not
undertake a performance of the Ninth Symphony unless given a full week of thorough

13
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Ewen, The Man with the Baton, 75-76.
Galkin, A History of Orchestral Conducting, xxix.
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rehearsals.15 Performing a work may not take a week of rehearsals; for example, I have
performed the work many times with four or five rehearsals. However, the concept of conductors
teaching their interpretations of pieces to musicians in the rehearsal setting evolved over a long
time.
Rehearsal techniques are a topic addressed in-depth in a later chapter; however, many
conductors created the technical aspects used today, especially when standing in front of an
ensemble and leading with a baton. Carl Maria von Weber and Mendelssohn, who were
prototypic conductors of opera and symphonic orchestras, respectively, confirmed the baton’s
supremacy as the most systematical and effective means of musical direction.16 The change in
attitude toward musical direction with baton conducting occurred because of the development in
orchestral music. Such expansion included more significant numbers of orchestras and musicians
in ensembles, greater variety in instrumentation, and compositional trends that were part of early
Romantic musical works by composers such as Beethoven.
Great strides occurred in the art of conducting separately and in different cities,
particularly thanks to Hector Berlioz in France and Franz Liszt and Richard Wagner in Germany.
These three great musicians assigned greater importance to the baton and focused pain and effort
in rehearsal on phrasing, nuance, and dynamics to bring in the new era of orchestral
conducting.17
Conductors such as Arturo Toscanini, Gustav Mahler, Richard Strauss, Leopold
Stokowski, and Herbert von Karajan ushered in the maestro persona now present in the
orchestral world. The autocrat style of leading an ensemble became the standard by which many

15

Ewen, The Man with the Baton, 76-77.
Galkin, A History of Orchestral Conducting, 503.
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Ewen, The Man with the Baton, 84.
16
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conductors led. Certain conductors intimidated musicians into playing in certain ways. However,
such a domineering style produced positive musical results, and it was not the treatment
preferred by musicians. For example, Toscanini called for the utmost tension from performers,
both in rehearsal and during a concert. Toscanini thought that musicians would play in a
lackadaisical manner unless nervously rigid throughout the performance of a work.18 In contrast,
Wilhelm Furtwängler kept a calm and relaxed environment while conducting. Other conductors,
such as Adrian Boult, Thomas Beecham, Karl Bohm, Serge Koussevitzky, John Barbirolli, and
Eugene Ormandy, were part of the first wave of modern conductors who conducted in autocratic
and nonautocratic styles.
Modern conductors began leading with varying styles and personalities. Musicians from
orchestras worldwide began to perform at virtuosic levels, as did the conductors leading them.
However, praise or criticism of a conductor is based more on opinion than skill. In his book,
Gunther Schuller quoted Felix Weingartner, whom many considered outspoken yet articulate
about conductors:
It is impossible for a conductor to improve the value of work; he can only from time to
time lower it. For the best that he can do is to perform the work at a level equivalent to
the value, its quality. If the performer’s work is congenial, then the performer has
fulfilled his task to the highest extent. To do “more” than what is possible, for there is no
conductor in the world who can turn a bad composition into a good one through his
interpretation. What is bad remains bad, no matter how well it is played.19
Modern conductors frequently receive top billing in advertisements. A conductor is a
significant contributor to a performance; however, the conductor’s preparation and management
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Ewen, The Man with the Baton, 91.
Schuller, The Compleat Conductor, 104.
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of rehearsals produce apparent results. Modern maestros, such as Michael Tilson Thomas, Marin
Alsop, Simon Rattle, and Gustavo Dudamel, are some of the most respected conductors, not
necessarily because of their performances but because of their contributions to ensembles in the
preparation of performances. Discussions with musicians who perform under their direction have
mentioned the rehearsals being detailed. Conductors must consider many aspects of rehearsal
preparation, which was the focus of this study. This chapter included a brief history of
conducting. The following chapters focus on the nonnegotiable details of leading an ensemble
successfully. Chapter 3 presents the various aspects of score study.
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Chapter 3: Score Study
“Knowing the score” is a phrase often used when discussing conducting. Conductor and
educator John Koshak wrote, “The conductor must know the score! What does this mean? We all
know the answer, but many times ignore it.”20 Understanding how to study a score is one of the
most critical steps of becoming a successful conductor of both student and professional
ensembles. Meticulous study has many benefits; however, the most important is internalizing the
composer’s information and developing an image of what the music will sound like. A conductor
who studies and prepares can step onto the podium with confidence and authority to lead an
ensemble. A score provides most of the information needed for a musical interpretation of a
composition. A conductor must be able to read and understand the score; know the various clefs;
know how to transpose instruments; imagine sounds, colors, and textures; develop deep and true
musical concepts; and discern how to communicate and lead effectively through physical
gestures.21 By thoroughly studying, conductors learn the composer’s intent. The means of
learning and disseminating this information indicates how a musician forms ideas about and
interprets a score, as well as how to rehearse and perform the music. Such a process is a way to
make the score and its production into living sound the focal point.22
Developing an image and interpretation that will be taught to the student musicians is the
goal. Ideas and thoughts about the music will change throughout the process and things such as
recordings or memories of one’s own past performances of the music will have an influence.

20
21

John Koshak, The Conductor’s Role (Chicago: The Conductor’s Guild, 2001), 9.
Gustav Meier, The Score, The Orchestra and the Conductor (New York: Oxford University Press, 2009),

3.
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Elizabeth A. H. Green and Nicolai Malko, The Conductor and His Score (Englewood Cliffs: Prentice
Hall, 1975), vii.
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Either way, knowing the music inside and out and then making educated decisions about how it
should be performed is the reason to study in a very detailed manner.
There is not only one best method for score study, and at the same time, there are no
shortcuts. Score study requires systematic procedures that are well thought out. Presented in this
document are the steps of learning an orchestral score. Music educators that hope to provide a
valid interpretation and develop detailed rehearsal plans must take the time to study. It should be
noted that actual study is completed in solitude without the ensemble present. Learning the score
at the same time as teaching it to students should never occur. The level of a conductor’s abilities
and the demands of the score, combined with training and work ethic, indicate the success of the
score study.
The process of score study commences with an initial overview or “big picture” of the
music. In this first step, a conductor gets a basic overview of the entire composition, including its
historical information. A conductor must learn the information that is presented and the
composer’s background. Gaining an understanding of the history surrounding the composition
will provide some important information needed to understand the composition. Research should
include characteristics that are specific to the composer’s history, including important dates in
their life and places of birth and death (if applicable). Knowing the correct spelling of names and
locations is a necessity when making a program that will be disseminated at a performance.
Historical events that occurred during the composer’s life, particularly when writing the
composition should also be researched.
As will be apparent when studying the notes found in the score, knowing the
compositional style and techniques the composer incorporates will provide a path for looking
deeply at a score. It is recommended to memorize these facts or write them down in a journal or

13

on the front page of the score. Keeping this information handy enables the director to recall it
during the rehearsal as it becomes relevant to the students. An overlooked characteristic can be
the title of the work. Even a generic title could have an important meaning to the composer.
Knowing similar or different compositions by the composer will provide deeper understanding to
the music, no matter how specific or generic the title.
After completing research about the composer, that should be followed by a detailed
study of the printed music and the information it provides. This is where the overall shape of the
piece is discovered, which main keys are included and the context of each phrase and passage.
No one correct order exists for doing this research; however, one must learn a vast amount of
information before deciding how to interpret a piece. No matter how the conductor begins their
study, this is where a good amount of time will be spent. An ideal starting point is getting a sense
of the overall duration of the work to discern its compatibility with the remaining repertoire of a
particular program or concert. Educational scores often have the approximate length of the piece
printed by their titles, on program notes pages, or at the beginning of the music on the top left.
Tempo considerations affect the length of the piece. If a score does not show the suggested
duration, the conductor must develop a sense of the length of the piece while studying the score.
Vertical details include things such as specific notes and which instruments play them. A
review of the instrumentation of a score is needed to determine more than just the instruments
used in a piece. A conductor must have a thorough understanding of the notation of all orchestral
instruments.23 Special attention must be present to discover and learn about unique or unusual
instrumentation or special techniques for specific instruments. An understanding of transposing
instruments is also a necessity. Transposition occurs for a fundamental key of an instrument not

23
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in concert pitch. Taking a careful look at certain instruments is the only way to know the actual
sounds required for the piece. A conductor must understand the transpositions for each
instrument and where transposition should occur. Some published parts are available for young
musicians in the educational setting where transposition is not a requirement. Such a strategy
could enable a developing musician to avoid transposition; however, it does not prepare them for
more advanced playing and repertoire for future performances. When this occurs, the instructor
must still know the correct transpositions required. Instruments such as the flute, oboe, bassoon,
trombone, tuba, timpani, harp, harpsichord, piano, organ, vibraphone, marimba, violin, viola, and
cello do not require transposition; however, many other instruments commonly used in
orchestras do. (Appendix A provides information on transposition.)
In addition to transpositions, a conductor must understand all the clefs used in orchestral
music. Musicians often learn instruments that are written in one clef. However, many
instruments have multiple clefs that could be used within a piece. For example, the string bass
mostly uses bass clef; however, many string bass parts require both treble clef and tenor clef.
Clefs and transpositions can change throughout a composition.24 Some conductors may need to
mark where clef changes occur in their scores. How to mark a score is a topic addressed later in
this study.
Expression, style, and spirit of the music will be found mostly in its tempo. The
beginning of each piece and movement has clearly printed markings. Tempo changes in the
middle of a movement are apparent as well. Earlier scores include terms such as allegro, presto,
or andante. Composers from the Baroque and Classical periods did not consider they were
writing music for posterity, so did not include very detailed instructions. When conducting these
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John F. Colson, Rehearsing: Critical Connections for the Instrumental Music Conductor (Lanham, MD:
Rowman and Littlefield, 2015), 190.
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compositions it is important to carefully select which editions are used, because some are more
informed than others. Modern pieces sometimes include exact tempo markings or descriptions
that include imagery; in this case, a true tempo can only be discovered in the study process.
Publishers or the composer may add tempo markings in older musical pieces. Thus, a detailed
look at melodic phrasing, rhythms, bowings, and other factors is important when determining
tempos for interpretation. No matter how diverse their views on every other topic, most
musicians agree that finding the right tempo is at least half the interpretation.25 When conducting
a standard piece or a world premiere, a conductor must keep in mind the pace of the melodic
lines and rhythms in the inner ear. This practice enables a conductor to feel confident in the
rehearsal process and establish an interpretation before taking the podium and teaching the
interpretation to the students. A conductor is not a metronome, and the orchestra is made of
human beings, not machines so allowing for some flexibility and change is part of that process.
However, a conductor must have a clear idea of what listeners should hear before commencing
with rehearsals.
In addition to the tempo markings, score study requires learning any foreign terms that
are printed. A conductor can put foreign terms in a journal or database for easy recall as needed
or when studying other works in the future. An alphabetized spreadsheet of terms is a way to
enable quick referencing as needed. Another option is to create a list for each piece, essentially
starting over, to organize all information of the work under study. Understanding these terms is
also a way to save time in rehearsal and avoid unnecessary lengthy explanations. Appendix E
includes some common foreign terms in music and terms useful for the rehearsal setting. An
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educator should also expect the students to become familiar with these terms. Time permitting,
these can be part of written exam given for each piece.
If not printed by the publisher, numbering measures in the score is an essential part of
preparation. This step may appear obvious; however, not having numbered measures could result
in wasted time during the rehearsal process. Individual parts and the score itself must have
corresponding measure numbers, as well as rehearsal letters or numbers related to the beginning
of the sections within the piece. Thus, a conductor should take the time to have each measure in
the score numbered prior to the first rehearsal. Section leaders from the school ensemble can be
given the task to make sure each person in their section has this completed.
After a big picture overview, the next phase of score study is to learn about the horizontal
compositional structure, and to prepare or mark the score. Analysis is the heart of the
conductor’s learning process.26 This step includes studying the form and harmonic structures of
the piece. This step can begin by surveying the music for key centers and then the overall form
of the composition. Knowing the structure and themes of a piece is a critical component of score
study. A conductor must dig deeply into the composition, take it apart, and, as the re-creator, put
it back together again.27 A conductor must grasp these characteristics to relate the information to
the students in an informed manner. Knowing the location of the main themes, both main and
secondary is a critical step in recognizing the formal structure of the piece.
Standard forms such as sonatas, rondos, ternaries, or binaries are forms common to many
works. However, a conductor may have to study a score that does not fit into one of these forms.
After deciding and verifying the form, the composer should put that information into a journal
and inside the cover of the score. Marking the score where a section begins within that form is
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recommended. For example, if in sonata form, mark where exposition, development,
recapitulation, and coda begin. If in the rondo form, mark where the A sections, B sections, and
C sections begin. In addition to marking the sections, a composer should also mark the important
themes and compositional techniques used in the piece. A complete harmonic analysis is a way
to confirm findings of the piece’s structure and form. Writing the harmonic analysis below the
staff is often done along with indicating the sections at the top of the staff. No matter how
detailed it is included within one’s markings, understanding the harmony cannot be overlooked.
Individual instrument melodic lines should be looked at after learning the form and
harmonic structure of the piece. Certainly, for an instructor, there is no substitute for a true and
deep knowledge of the repertoire.28 Reading through each part slowly at first provides the details
needed to understand what each musician must know and do. Being proficient on a particular
instrument will provide the ability to play through individual parts of the piece. This will also be
accomplished by playing the music on a piano. Using a piano will help discover the harmonic
sounds and colors that the music includes. Singing each part is the next step in the process.
Hearing the music with one’s own voice has so many benefits. This enables the conductor to
listen closer to what the students are playing while directing them in rehearsal and performance.
Reading and singing through each part also allows for the learning of ambiguous characteristics,
articulations, and dynamics, as well as doubling that might occur on certain instruments.
There should be some time spent checking for errors or discrepancies between printed
parts and the score. There are often errors or misprints in one or the other that require resolution
before the rehearsal process. During this step check to make sure bowings correspond between

Tiffany Lu, “Augmenting the Orchestral Rehearsal: A Principles-Based Approach to the Orchestral
Training of Undergraduate Strings,” PhD diss. (University of Maryland, College Park, 2019).
28

18

parts. Meier suggested these solutions when conductors find problems in notations that they
cannot easily resolve:
1. Was the composer or publisher simply careless in matters of notation?
2. Did the composer assume that the performer would understand what was intended
and modify and adjust dynamics and articulations accordingly?
3. Did the composer intend to be inconsistent in his or her notation or articulations and
dynamics?
4. Should slight differences in dynamics between the exposition and the recapitulation
be adjusted or left alone?29
Musicians sometimes make corrections on their own. When this occurs, the musicians should
inform the conductor, who can make the final decision on what will be played.
Cueing and marking cues in the score is the next step of score study. Marking scores is a
personal matter addressed later; however, marking cues in scores is helpful to alert musicians
after a lengthy number of resting measures or to assist with entrances. Making marks in the score
will be useful in rehearsal but also when lesson planning for each class period. Complex pieces
absolutely need markings, but this should not be a substitute for studying the score. Giving cues
in a musical manner that matches the style of the piece performed is essential. Simply pointing at
a student to play could be a misleading gesture that might cause issues with how that musician
responds and performs the intended musical entrance and phrase. Making eye contact with
musicians during cues and throughout the music-making process is a way to build mutual trust
and confidence and achieve positive music-making experiences for all.
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How to mark a score—or even if one should mark a score—is a personal choice and a
debated topic. A well-marked score, if done through meticulous study, could provide a greater
understanding of the music. Many conductors use colors, such as blue, red, and black, for certain
aspects of their markings. A recommendation is to mark a score with an easily erasable pencil
because changes can occur. Some conductors use other colors, such as yellow and green, to mark
their scores. In the book Maestro, Previn wrote, “I have found that if while studying, I mark on
the score, it helps fix it in my mind, like writing down a poem helps to memorize it.”30 Marking a
score in a detailed manner will take time due to the numerous details that could be needed when
rehearsing and preparing for performance. “The indispensable partners of knowledge are
imagination, intelligence, and the willingness to forget oneself in the service of undertaking to
represent the composer and the composer’s music.”31 Thus, a conductor must prepare to stand on
the podium and begin rehearsing the ensemble by completing detailed work. When marking the
score take into consideration what is being included. Avoid over marking the score. When a
score is over marked the conductor often follows the markings and not the music. Some
suggestions include:
1. Always use pencil that can be erased as changes will be made
2. Mark phrases with a solid pencil down the entire bar line
3. Include the number of measures with a phrase at the top of the phrase marking
4. It is useful to mark changes in time signatures and how many beats per measure are
being given in your pattern
5. Blue and red colors are usually used for dynamics
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6. Mark entrances that will be cued by writing an abbreviation for that instrument next
to the entrance location in the music
It is highly recommended that music educators still consider score study important for
easier works that will be performed. It is possible that less time will be spent on music that is
Grades 1-3, however whatever is needed to fully grasp all of the details should be given focused
attention. Developing an interpretation that will be taught to students and in most cases
performed for an audience deserves and requires detailed work. Taking the time to do this will
not only give the students a much better experience of the music performed, but will translate to
the audience and listener’s experience as well.
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Chapter 4: The Rehearsal
We will only get the highest level of performance from musicians when they know and
believe a conductor holds themselves to goals, standards, and expectations higher than those
required from the musicians.32 A conductor should formulate what should occur in the rehearsal
process, and not just react to what occurs in the rehearsal process.33 A well-thought-out rehearsal
plan to match the performed piece and the level of the ensemble is necessary. Ensemble directors
should base their plans on their selection of music and their goals for the ensemble musicians to
improve in needed areas. Whether leading a community orchestra or professional ensemble,
conductors should always have a vision, forward-thinking concepts, and ideas to learn and
develop for future performances. Oftentimes conductors tend to focus on the current repertoire,
or next concert. An educator must set goals and have a vision of what the ensemble musicians
can do and then incorporate these long range goals in the rehearsal plans. When possible, the
repertoire selected should also be part of this plan. Conductors who have well-considered
rehearsal plans can anticipate and resolve any potential issues.
The rehearsal process is the time to correct errors and problems. Continuously repeating a
passage is not a successful strategy for correcting the problem. Unexpected corrections may be
necessary; however, rehearsing by anticipating the next mistake to address is also an
unsuccessful strategy. A conductor should make a specific plan for each rehearsal that includes
goals and objectives realistic for the ensemble. The goals will consist of what should occur
during the rehearsal or over time, whereas the objectives are the specific concepts covered in
rehearsal. A poorly planned and unorganized rehearsal usually lacks productivity. An abundance
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of unproductive rehearsals could cause musicians to feel dissatisfied and lose focus in
subsequent rehearsals. Thus, it is essential that conductors set achievable and realistic goals.
Clearly defined objectives are needed to reach the established short- or long-term goals,
achieve a productive rehearsal, and make measurable progress. Conductors can observe
measurable progress in various ways; however, most strive for the following performance goals
in each rehearsal: improve individual musicians, prepare the repertoire for an upcoming
performance, and develop an ensemble with musicians who play cohesively and musically.
A meticulously formulated rehearsal process will include planned segments, while
leaving room for unexpected occurrences during rehearsal. A conductor must remain organized
and take time before and after a rehearsal to update and reevaluate the process. Whatever the
method used, the conductor must remain consistent in making the musicians aware of what
should happen and in which order.
A conductor should make announcements at the beginning of each rehearsal to set the
proper tone. Announcements can occur in various ways based on the conductor and ensemble;
however, they should be brief and not cause discussions or distractions from the task at hand:
rehearsing. The conductor should include the order of rehearsal pieces ahead of time. When
possible, writing announcements on a board in clear view of the musicians could be a way to
save time and avoid distractions to getting the rehearsal started. Written announcements enable
the musicians to pay attention to what will occur during rehearsal, allowing those in the
percussion section to organize the setup needed for the day. Having a plan is also a way to
alleviate potential behavior problems. Discipline is an essential aspect of rehearsals. However,
conductors should avoid intimidating musicians into performing well. The conductor Toscanini
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had a reputation as a tyrant on the podium. Galkin quoted string bassist Fred Zimmerman, who
played under Toscanini for many years:
Playing for Toscanini was a most rewarding experience, but it was also terribly trying. He
created tension, apprehension, anxiety, and fear in the players, and this kept them from
functioning at the maximum of their capacities. It was difficult for them to have full
control of those capacities when he was constantly shouting at them, and I feel certain
that the performances would have been even greater in an atmosphere more conducive to
maximum achievement.34
Discipline is an obvious necessity when done in an inspiring manner. Rehearsing in a
negative environment only produces negative results. However, being too easy on the musicians
to artificially create a friendly atmosphere without discipline could also have negative results. A
conductor must find the right balance and style of discipline for the ensemble to achieve positive
results with inspiration rather than intimidation. In a book about leadership from the conductor’s
perspective, Wis wrote,
I had seen how musicians could achieve far beyond their innate talent level when the
conductor set them up to succeed, but I had also seen how even the most gifted ensemble
could suffer from low morale, lack of motivation and flat-lined expressiveness because
the conductor seemed oblivious to or simply uninterested in the idea of designing a
creative, engaging, and edifying environment.35
A conductor must also consider the pacing of each rehearsal, beginning with the warmup.
Conductors of professional and most community orchestras expect musicians to warm up on
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their own before rehearsal. The conductor of a school-level ensemble includes the warmup as
part of the overall rehearsal. All ensembles should have a suitable tuning procedure established
by the conductor. Rehearsal requires an established routine; however, the tuning procedure
should not be a routine that lacks focus. No matter the level of the ensemble, tuning is the part of
the rehearsal that sets the precedence for intonation and focus. Musicians who do not take the
beginning of a rehearsal seriously and conductors who do not set expectations for focus tend to
have unfocused and unsuccessful rehearsals.
Performance ideas are concepts covered at each rehearsal and considered rehearsal
priorities. Musical or technical performance ideas have equal importance. Improving
musicianship should always remain at the forefront of planning. The stage of the rehearsal
process indicates the level of attention for each priority. A conductor must be ready to cover the
technical and musical aspects needed for each rehearsal with careful planning and preparation.
Planning for the educational setting differs from the professional setting. A conductor in the
educational setting should not base rehearsals entirely on concert selections; this does not enable
musicians to improve due to a lack of focus on technical and musical priorities during
rehearsal.36 Exercises should be used or created that will provide pedagogical understanding to
the repertoire being performed. Common technical aspects, such as intonation, rhythm, tuning,
balance, blend, and phrasing, are core priorities. Conductors must always consider the long-term
goals when deciding how to implement these priorities. Improvement will occur over time, not in
one rehearsal. Thus, a conductor should be willing to alter rehearsal plans after reevaluating the
previous rehearsal. Musicians in an ensemble often exceed expectations; however, the opposite
can occur just as easily. Taking time to assess after each rehearsal enables a conductor to modify
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certain priorities and aspects of rehearsal as needed. The conductor should remain organized and
flexible enough to make adjustments where needed.
The conducting technique is one of the most critical parts of the rehearsal process.37
Many issues that occur in a rehearsal can be related to unclear conducting technique. For
example, clarity in a preparatory beat will influence the articulation and tempo. When proper
technique is developed, less verbal communication will be needed. Students will have a tendency
to stop watching when the information being provided is unclear. The school ensemble director
must develop a conducting technique that will provide effective and clear information to the
student musicians.
Conductors should strive to connect to the rehearsed music beyond waving their arms
with various beat patterns. Audiation, or inner singing, should occur during the rehearsal and
performance. A conductor who internalizes the score and these activities connects directly to the
gestures and information given to the musicians. Thus, connecting with the score is a way to
promote musicality with the ensemble during rehearsals and concert performances.38
Conductors should remember that ensemble musicians in the educational setting are
students. Playing an instrument is a different process from conducting.39 Pedagogy is part of
rehearsal; however, many conductors and music educators learn the basics of secondary
instruments but not the details needed beyond proficiency while playing them. Taking the time to
learn about each instrument in a technical manner enables better communication in rehearsals
when musicians need explanations for how to create certain sounds or improve their techniques.
Thus, a conductor must have a good working knowledge of instruments, individually and in
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combination.40 Ensemble musicians in an educational setting may require demonstrating certain
techniques. However, a conductor who cannot demonstrate the technique can ask a more
proficient student to provide an example. (See Appendix A for a detailed list of the technical
characteristics of instruments.)
Conductors must engage in verbal and nonverbal communication during rehearsal. They
must maintain brief yet effective communication with the orchestra musicians—for example, via
one or two sentences reinforced by facial explanations and hand cues.41 In addition, conductors
should strive to provide positive over negative feedback. Most musicians do not purposely make
mistakes; thus, the manner of providing feedback can affect how quickly musicians correct their
mistakes and improve. Embarrassing musicians is a common issue in many rehearsal settings. As
previously indicated with the example of the famous conductor Toscanini, musicians perform at
their best when they feel comfortable. Conductors who provide clear, positive explanations are
likely to have positive results. All conductors develop their own styles; however, positive
reinforcement produces more benefits than negative reinforcement. The most important ability of
a conductor is inspiring the performers.42
Conductors must give brief explanations to the musicians when they cannot use
nonverbal cues. The “fourteen second rule” is where the explanation for stopping to correct an
issue is given in that time frame. This technique is also valuable in eliminating potential
discipline problems while keeping the rehearsal pacing needed to be productive. The ability to
communicate information to the musicians as needed is an essential characteristic of successful
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rehearsals. How conductors convey this information is a personal choice. A conductor who has
complete knowledge of the score and can internalize all the colors and sounds of the composition
can relate these explanations to their expertise instead of improvising. The purpose of the
rehearsal is to bridge the gap from conductor to performers in order to provide the players with
an opportunity to fit their individual parts into a unified whole.43
As previously indicated, a conductor should actually conduct during the rehearsal. A
conductor who has internalized the score can express more information via gestures than verbal
directions. Watching other conductors is a valuable method of learning. Attending rehearsals and
watching videos of other conductors is a valuable way to learn. Conductors should not plan
gestures ahead of time; however, they should practice basic techniques. In addition, conductors
must focus on internalizing the music and demonstrating what they must in the moment.
Conducting technique should be a natural process that enables music and communication to
occur.
The technical aspects of conducting apply to both hands. Mirroring is a gesture common
to conducting in which a conductor moves both arms in the same way. This can be a useful
technique; however, mirroring most or all the time may result in the exclusion of other important
information the musicians need. The opposite of mirroring can also occur when conductors allow
their left hands to lay limp at their sides. Either way, conductors might not use their left hands as
efficiently as possible. Conductors can develop the separation of their hands by thinking about
the direction of the sound (i.e., Where is the important part coming from?)44 Conductors must
learn to use their left hands to show the direction of melodic motions, dynamics, cues for
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entrances and cutoffs, the information needed to balance parts, and other musical expression
concepts. Practicing independence of the hands while visualizing the music is one way to
improve this technique. One of the hardest things to learn is how to avoid closing the ears while
moving the hands.45
Developing conductors can access numerous conducting textbooks to study and learn the
basics of conducting technique. A suggested list of books is provided in Appendix G. Various
philosophies and concepts apply to the technical aspects of conducting. However, some of the
basic characteristics of conducting are:
1. Posture: Everyone has a different body shape and size. Therefore, conductors must
stand upright with a natural and comfortable stance.
2. Right hand and baton grip and position: Conductors should ensure they maintain the
grip and position of their right arms (or left arms for some conductors) in conjunction
with a natural and comfortable posture.
3.

Left hand for cueing and communicating expression and more: The left hand (or
right hand for some conductors) tends to be the last aspect addressed or learned in
conducting technique. Conductors must express themselves and communicate with
both arms. Arm gestures are independent movements; however, the conductor should
use them together to provide musicians with the needed information and expression.

4. Facial expression and eye contact: Conductors should connect with musicians; this
connection should include eye contact.
Ensemble musicians must trust their conductor. Such trust enables the rehearsal process
to increase the potential for productive outcomes and be an enjoyable process for everyone
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involved. The intention is not to avoid the seriousness of a rehearsal but to recognize that
musicians will respond to a conductor who demonstrates leadership, professionalism, and
compassion. Trust can occur immediately, or over time. Conductors can achieve desired results if
they show expertise and warmth and give information from the podium. A conductor must train
musicians to be independent thinkers while molding them into an ensemble.46
Listed below is a partial list of daily rehearsal procedures. A conductor could create a
spreadsheet for each rehearsal to organize the rehearsal plan. (Appendix D contains a template.)
1. Warmup
a. Individually warmup (for musicians in a professional ensemble)
b. Plan and adjust ensemble warm up routines
2. Tuning
a. Occurs with the established procedures
3. Rehearsing repertoire and/or technical exercises based on goals and objectives
a. Incorporate preplanned strategies
b. Correct issues within the ensemble
c. Prepare ensemble for upcoming performances
d. Wrap-up and closing procedures
4. Post-rehearsal work
a. Keep records of each rehearsal. Records can be detailed or contain whatever
the individual conductor needs to note.
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b. If recorded, take the time to listen to the rehearsal recording and add to the
rehearsal notes.
Every ensemble differs, and there is no way to predict the outcome of each rehearsal or
performance. The rehearsal process can vary considerably depending on many factors.47
Conductors should ensure that the selected repertoire and exercises match the level of the
ensemble. In addition, when selecting the repertoire, a conductor should consider the time
allotted for each rehearsal and the time needed to prepare for the performance. How a conductor
approaches the rehearsal process affects the success of the ensemble’s performance and the
instrumental program as a whole.48 Programming and repertoire selection should include the
long-term goals for the ensemble. Conductors also want to consider the type of ensemble and the
audience and patron support. Common educator mistakes include insufficient research and
uneducated decision-making based on the pieces available in the library. An educator and
conductor should develop philosophy-based programming by taking the time to study scores,
listening to recordings, attending the performances of other conductors and ensembles, and
learning about composers. Repertoire tends to be the central part of the curriculum in the
educational setting. Carefully selecting music to perform should be the basis of how ensemble
musicians demonstrate development. Many novice conductors eagerly start to program music for
which they lack readiness, or their orchestral musicians lack capability.49 Conductors should
challenge ensemble musicians to improve their capabilities but always with a specific goal in
mind. Béla Bartók’s Concerto for Orchestra is a masterpiece every conductor would like to
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experience; however, as the name suggests, it is a virtuoso piece that requires players with
advanced technical abilities.50 Tips for programming are found in Appendix F.
A well-planned rehearsal process is the only way to achieve success with an ensemble.
The concert performance must reflect what the conductor and musicians have accomplished in
the rehearsal process.51 Continuously repeating a passage is not a successful strategy for
correcting an issue; if anything, it reinforces the problem. Isolating and addressing problems one
at a time is a proven method of correcting mistakes; trying to fix everything all at once only leads
to frustration, not the desired results. However, the musicians should be actually playing during a
rehearsal for more than the majority of time.
Musicianship should be part of each rehearsal. The conductors and musicians of school
ensembles often rush to prepare for performances due to school deadlines, just hoping to get
through the selected pieces. School music directors often feel satisfied with concerts when the
students play the repertoire without mistakes despite lacking musicality. Improving musicianship
should be the most important goal of each rehearsal in order to continually better the
performance. Ear training is the first aspect of musicianship that conductors should teach student
musicians. Conductors should use sight-singing and listening exercises to engage musicians in
ear training. Students should be asked to sing in a rehearsal in addition to playing instruments.
Educators often implement exercises into a rehearsal setting based on the selected repertoire.
They can create these exercises when anticipating the ensemble’s strengths and weaknesses
during the score study process or reflecting on recent rehearsals. Successful ensembles
undoubtedly require musicianship at all times in their development.
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Having detailed knowledge of the music, a well-thought-out plan and flexibility to make
adjustments are some of the characteristics that will lead to productive rehearsals. Critical
listening must be developed so that time spent rehearsing will lead to a successful performance.
This skill takes time to develop but will only result in settling for less than the desired outcome
when not given the proper development. The teacher will begin to tolerate lower level
expectations when sensitivity towards what is actually being played is not done with critical
listening.
One aspect of rehearsal often overlooked is the environment or appearance of the
rehearsal room. Educators should strive to maintain a welcoming rehearsal space, starting with
the organization of the chairs and music stands. A set up should be established to provide
musicians knowledge of where to go when they enter the room. Musicians feel they have a place
if the rehearsal room has chairs and stands, or a preset configuration. However, a conductor may
need to alter the setup during rehearsal depending on the repertoire or the needed acoustic and
balance adjustments. Decisions must be made ahead of time about how musicians will move
around the room to set up percussion, or change chairs in a rehearsal. The conductor should
ensure that the rehearsal room has enough space for the percussion equipment and for the string
players to move their bow arms freely.
Avoid piling old and current musical parts and scores around the room and office. Music
should be organized in a library configuration. This can be accomplished with file cabinets
stored somewhere within the rehearsal room. A conductor should establish a system for the
musicians to keep their music in folders, or another designated place, to avoid disorganization.
An unorganized music library or not having all of the needed parts ready could result in wasted
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rehearsal time. Planning ahead could prevent the need for stopping a rehearsal to find a piece of
music.
Adding bowings that are musically conceived to the parts before the first rehearsal
produces an organized presence both physically and mentally. Conductors can then make
adjustments during rehearsal and add markings for breath and articulations where needed. There
must be a sense of an organized and professional atmosphere, no matter the level of the
ensemble. Beginning the rehearsal process without bowings oftentimes results in unnecessary
stopping and talking. Having parts prepared ahead of time will be a critical aspect to keeping a
rehearsal productive and students engaged.
Components of a quality rehearsal involve all of the information provided in this chapter
and must be integrated as a whole. Designing and shaping the process will lead to productive
rehearsals and ultimately successful performances. Plans should be conceived with the goal of
developing a cohesive and musical ensemble. Programs that have these characteristics usually
retain students over years and continue to grow in membership and quality. These are the
ensembles that perform at events such as The Midwest Band and Orchestra Clinic, or that
consistently create memorable musical performances and experiences.
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Chapter 5: Conclusion
There is a void when it comes to conducting, that occurs sometime between student
teaching or completing a music education degree, and beginning a career. Many school ensemble
directors are not prepared adequately to lead their students in a manner that will provide for the
most musical outcome. There are many reasons for this deficiency despite courses in conducting
required to complete the degree. This document provides some of the information needed to
bridge this gap.
It is possible to raise competency levels with practice and focus. Self-reflection and
improvement are vital to the positive growth and success of a music educator. Fortunately, music
educators have access to an abundance of resources for study and inspiration. Taking the time to
evaluate and commit to improvement are essential steps of the conducting journey. My teaching
experience has shown me that music educators gain the respect of their students when they
become learners, too, and invite experts into their classrooms or studios to develop needed
skills.52 Asking colleagues for advice and recommendations and observing other educators and
conductors is not a sign of weakness; understanding limitations and striving to improve benefits
both educators and students. What a conductor portrays on and off the podium has long-term
effects on an ensemble. Musicians respond positively when their conductors exhibit high
standards. Music educators must set their expectations in a patient, nurturing, and
uncompromising way. At the same time those expectations must be high enough where growth is
constantly present, and standards set are attainable.
Attending workshops and clinics is an important part of professional development. These
types of events include educational sessions on various topics including conducting. Many
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conferences include performances by outstanding school and professional ensembles. Listening
to these ensembles in a live concert setting is often very inspiring. Lastly, networking while
attending a conference can lead to opportunities for your students and yourself in various ways.
Meeting other directors that share a similar passion or experience is valuable. Making these
connections is necessary as it allows for sharing of information among peers that will often be
very useful.
Taking time to make improvements on all aspects of conducting including score study,
will help create positive results for your ensembles. Improving technique to provide clear
information from the podium is vital to the way your musicians perform. Students are more
engaged and a more enjoyable musical experience is accomplished when the rehearsal process
comes from preparation. The information provided in this project should provide a foundation
for how to lead students musically.
Overview:
1. Score Study
a. Time to study music thoroughly
b. Developing an interpretation and image of the music prior to rehearsal process
c. Preparing a plan to teach interpretation to students
2. Rehearsal Process
a. Putting the vision and plan for interpretation into action
b. Being prepared both mentally (score study) and physically (the parts and
rehearsal room) before beginning rehearsals
c. Designing plans that will bring the interpretation to life
d. Evaluate during the process to make adjustments where needed
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This project offers information and ideas that are often missing for a music educator
starting a career. The information is not always being nurtured before it is needed to be put into
action. Many educators stand on the podium and direct student ensembles without having all of
the preparation that is needed. Making use of the information provided will prove to be a
valuable guide for the conductor on the journey to the podium.
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Interview Questions and Responses from Conductors
Evan-Alexis Christ
Born in Los Angeles to a family of musicians with Greek roots, Evan-Alexis Christ spent
his childhood in Las Vegas. Christ played oboe and piano at an early age and studied
mathematics and composition at Harvard University and conducted at the University of Music
and Theater in Leipzig, Germany. From 2008 to 2018, he was general music director (GMD) of
the Cottbus State Theater. The number of theater subscriptions increased by more than 35% to a
capacity of 95% during his tenure as GMD. In addition, the musicians went on international
tours for the first time in the orchestra’s 100-year history and made several CD recordings during
Christ’s tenure. Together with musicians from the orchestra, Christ developed innovative
musical formats, such as a new family concert series, midnight concerts, flash mobs, crossover
projects, and film music concerts. In addition, his interpretations of Mahler’s and Beethoven’s
symphonies and Wagner’s Ring Cycle have received particular praise. The orchestra’s highquality artistic work has earned recognition and support from high-value grants, such as the Ernst
von Siemens Foundation, the Berlin Academy of the Arts, Impuls Neue Musik, and the federal
government’s Excellent Orchestral Landscape in Germany program.
After his time with the Cottbus State Theater, Christ had engagements in Germany,
including the Bremen Philharmonic, WDR Funkhaus Orchester, Nordwestdeutsche
Philharmonie, Anhaltische Philharmonie Dessau, Saarland State Theater, State Theater
Oldenburg, and several international concert stages in Summer 2019. Christ also had a series of
several concerts with the Israel Symphony Orchestra and Rishon Lezion Tel Aviv and an
engagement with the Orquestra Classica da Madeira in January 2020. 53
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What do you find to be the most important aspects of learning to become a
successful conductor?
People skills and inspiring all the different personalities to work together.
When you teach conducting, what are some common issues that students have in
grasping the concepts needed for proficiency?
Rehearsing; [i.e.], hearing the exact problem and fixing it with minimal talking.
What is your method of score study?
Play through [the score] on [the] piano, [do a] complete harmonic and structural analysis,
mark entrances and dynamics, etc., [and] listen to recordings.
Do you mark your scores? If so, how?
Based on Hans Swarowsky. [I use a] 4B pencil for phrases (with a ruler) and other basics,
red pencil for entrances, [and] blue pencil for dynamics and rhythmic changes. [I also use]
symbols for horn, trumpet, trombone, [and] different percussion instruments.
What is your philosophy on using recordings or other means when learning a new
piece?
It is not only good, [but] it is a conductor’s responsibility in the modern age to know what
recordings are out there. A conductor should do whatever it takes to get the music into his/her
head and heart and also know the traditions. Then [a conductor should go] through the score
without recordings to know exactly how he/she wants to hear it. Of course, this does not take the
place of [a] complete [score] study.
Anything else you would like to add that you consider helpful for learning
conducting?
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Love classical music. Love working with people. There will be times [when] this love
will be the only thing keeping you going.
Eduardo Portal Martin
Conductor and European Young Leader Eduardo Portal Martin debuted with the London
Philharmonic Orchestra in 2011 at the Royal Festival Hall. Martin has conducted more than 20
performances with the Royal Philharmonic Orchestra since his debut. He has conducted for
numerous international orchestras, including the Philharmonia; Orchestra of the Age of
Enlightenment; BBC National Orchestra of Wales; the Hallé; the Scottish, Swedish, and Vienna
chamber orchestras; Munich Symphony Orchestra; Barcelona, Madrid, and Valencia symphony
orchestras; Strasbourg Philharmonic; Staatskapelle Weimar; WDR Radio Orchestra in Cologne,
and Sao Paulo Estate Symphony Orchestra.
His performances with Sheku Kanneh-Mason, Pierre Laurent Aimard, Baiba Skride, and
Javier Perianes have been the highlights of recent seasons, as well as his concerts at the Berlin
Philharmonie, Royal Albert Hall in London, Palau de la Música in Barcelona, and Sala Sao
Paulo in Brazil. Eduardo has conducted most of the orchestras in his home country of Spain, as
well as the Auckland Philharmonia in New Zealand, Colombian National Symphony, Lausanne
Chamber Orchestra in Switzerland, Staatsorchester Heidelberg, Mainz and Frankfurt, Royal
Northern Sinfonia, and others.
Martin released a double CD in February 2020 that includes the first recording of the
orchestral cycle Maghek by Gustavo Díaz-Jerez, which he conducted with the Royal Scottish
National Orchestra. The project was made possible by a Leonardo Grant awarded to Martin by
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the BBVA Foundation. Other CD recordings include a recent release of Roderick Williams’s 3
Songs from Ethiopian Boy with the Chineke! Orchestra.54
What do you consider the most important aspect(s) of learning to become a
successful conductor?
There is a cutoff element, which is the hand technique. Without a good technique, one
cannot go further. A strong musical vision is often a great advantage. After that, the hurdles are
counted by [the] millions, but one of the most crucial ones is the psychology of dealing with the
musicians.
When you teach conducting, what are some common issues that students have in
grasping the concepts needed for proficiency?
The self-realization of what they are actually doing and how they are being perceived by
others.
What is your method of score study?
Very analytical. The vast majority of my musical decisions are based on facts written in
the score by the composer.
Do you mark your scores? If so, how?
I mark my scores only with pencil [to] show the most important aspects needed to
conduct better. This is very important. When I conduct, I have to see only what will make me
conduct better.
What is your philosophy on using recordings or other means when learning a new
piece?
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Nothing wrong with [using recordings] at the early stages of learning a piece. Eventually,
I like to stop listening to recordings in order to develop my own concept of the piece.
Anything else you would like to add that you consider helpful for learning
conducting?
Conducting is a human way of communication. We have to speak with our gestures to
other musicians and therefore engage with them at all times.
Donato Cabrera
Donato Cabrera is the music director of the California Symphony and Las Vegas
Philharmonic. He served as the resident conductor of the San Francisco Symphony and the
Wattis Foundation Music Director of the San Francisco Symphony Youth Orchestra from 2009
to 2016. Cabrera is one of only a handful of conductors in history who has conducted
performances with the San Francisco Symphony, San Francisco Opera, and the San Francisco
Ballet. Cabrera dedicates himself to adventurous programming, living composers, and digital
innovation. He remains keenly focused on outreach and engagement and programming that
reflects the communities he serves. Since his 2013 appointment as music director of the
California Symphony, the organization’s leaders have redefined what it means to be an orchestra
in the 21st century. Under Cabrera’s baton, the musicians of the California Symphony have
reached new artistic heights. Cabrera has implemented innovative programming focused on
welcoming newcomers and loyalists alike to build the symphony’s reputation for championing
music by living composers and committed to programming music by women and people of
color. Cabrera also oversees the selection process of the California Symphony’s celebrated
Young American Composer-in-Residence Program, through which the orchestra has provided
support for the burgeoning careers of composers, including Mason Bates, Kevin Puts, Katherine
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Balch, and the current composer-in-residence, Viet Cuong. In September 2020, the musicians of
the California Symphony launched a landmark collaboration with USC Radio Group (KUSC in
Los Angeles and KDFC in San Francisco) to broadcast a series of archival performances of
programs with works by past composers-in-residence.
Cabrera has greatly changed the Las Vegas Philharmonic concert experience by
expanding the scope and breadth of orchestral concerts, hosting engaging and lively preconcert
conversations with guest artists and composers, and creating the Spotlight Concert Series to
feature Las Vegas Philharmonic musicians in intimate chamber music performances. With a
commitment to programming works by living composers, Cabrera recently led one of the
premiere performances of Philip Glass’ newest piano concerto, co-commissioned by the Las
Vegas Philharmonic and composed for Simone Dinnerstein. Cabrera began and ended the 2019–
2020 season with works by Anna Clyne and Gabriela Lena Frank and celebrated the incredible
Las Vegas talent pool by creating the Very Vegas Showcase that included songs and works
written by local performers.
In 2020, Cabrera implemented many new digital initiatives, reflecting his vision of
breaking down barriers between the audience and the performer and staying engaged with
audiences during the COVID-19 pandemic. Music Wise: Conversations about Art and Culture
with Donato Cabrera is a series presented on Facebook Live and YouTube Live that includes
interviews with engaging artists and civic leaders who have influenced and shaped the cultural
landscape.
In recent seasons, Cabrera has made impressive debuts with the National Symphony’s
KC Jukebox at the Kennedy Center, Louisville Orchestra, Hartford Symphony, Orquesta
Filarmónica de Jalisco, Philharmonic Orchestra of the Staatstheater Cottbus, Orquesta
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Filarmónica de Boca del Río, Orquesta Sinfónica Concepción, Nevada Ballet Theatre, New West
Symphony, Kalamazoo Symphony, and the Reno Philharmonic. In 2016, he led the Chicago
Symphony Orchestra in performances with the Grammy Award-winning singer Lila Downs.55
What do you consider the most important aspects of learning to become a successful
conductor?
Score study/preparation, leadership skills, and time management.
What are some common issues that students have in grasping any concepts needed
for proficiency as a conductor?
It is impossible to conduct without having the same knowledge and discipline as a
composer. This is the first and, by far, the most important concept [of becoming] a proficient and
effective conductor.
What is your method of score study?
I use a variety of score study methods depending upon my previous exposure to the score.
For a new score, I use phrasal and harmonic analysis to discover the form. This knowledge then
informs what and when I decide to cue. I use blue pencil for phrases and tempo markings and red
[pencil] for cues. However, if it’s a score that I’ve conducted before, I tend to use a new score
without any markings at all, unless there’s something that is hard for me to see.
What is your philosophy on using recordings or other means when learning a new
piece?
Recordings and YouTube videos of performances are invaluable resources. Watch and
listen to as many [recordings] as possible and not just the ones you like, but everything! Anyone
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who tells you otherwise is denying you and themselves a treasure trove of information. However,
I would do this deep dive only at the very beginning of your study of a new piece.
Anything else you would like to add that you consider helpful in learning
conducting?
I would say that less than five percent of the art of conducting has to do with the physical
technique of conducting. Spend the majority of your time really learning how music is composed
and put together. After this, the second and third most important things are leadership skills
(learning how and what to say and when) and time management.
George Stelluto
One of America’s most versatile conductors, George Stelluto has performed in Europe,
Asia, South America, and North America, including more than 20 U.S. states. His recent
conducting appearances include the Ravinia Festival, Atlanta Symphony Orchestra, Milwaukee
Symphony Orchestra, Chamber Orchestra of Philadelphia, Orquestra Jovem do Estado Sao
Paulo, Pasadena Symphony Orchestra, Nordwestduetsche Philharmonie, and the Chicago
Philharmonic. Other guest appearances include The Juilliard Orchestra, Orquesta Filarmónica del
Ecuador, Hartford Symphony Orchestra, New York City Ballet, Transylvania State Philharmonic
(Romania), ICE and Juilliard’s “Beyond the Machine,” and AXIOM.
From Bernstein in Sao Paulo, Barber in Kiev, and Beethoven in Pasadena to Brahms in
New York and Ramsey Lewis in Peoria, Stelluto’s performances have received both public and
critical acclaim. The Philadelphia Inquirer critic applauded his performance of La La Land: Live
in Concert last season. His Pasadena Symphony Orchestra debut received lauds from four Los
Angeles-area newspapers, including a Los Angeles Times article entitled, “A Welcome Guest –
Could He Become a Fixture Here?” The New York Times addressed his performance of Opus
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Jazz: Robert Prince’s Score Swings and Slinks, writing, “The Juilliard Orchestra, with members
of Juilliard Dance and Jazz, conducted by Stelluto, sounded sharp!” A critic from the Call Back
Magazine wrote of The Marriage of Figaro: “Vocally, musically, and dramatically, it didn’t miss
a beat. …Stelluto conducted with taste, balance, and firm control of players and singers.”
As music director of the Peoria Symphony Orchestra, associate conductor of the Ravinia
Festival, and a frequent guest conductor, Stelluto has collaborated with various artists, including
Ramsey Lewis, Hilary Hahn, Sarah Chang, Edgar Meyer, Sylvia McNair, Time for Three, Jamie
Bernstein, and Isaac Mizrahi, as well as many young soloists, among them Irfan Tengku,
Harmony Zhu, and Charles Yang. His numerous contemporary premieres include works by
Virko Baley, Huang Ruo, Paul Desenne, and Armand Ranjbaran. At the Kiev International
Music Festival, he gave the Ukrainian premieres of Barber’s First and Second Essay for
Orchestra. He premiered his orchestral reduction of Schreker’s Die Gezeichneten by the Los
Angeles Opera in 2010 and performed by Opera Lyon (France) in 2015. He has appeared at
many festivals, including the Ravinia, Aspen, Peter Britt, Focus, Kiev International, and
Ukrainian summer festivals.
Now in his eighth season as music director of the Peoria Symphony Orchestra, Stelluto
recently celebrated the orchestra’s 120th anniversary with its Ravinia Festival debut. Through
innovative programming, musical collaborations, artist residencies, and national recognition for
the orchestra, the Peoria Symphony Orchestra musicians have begun leading a cultural
renaissance in the region. Stelluto also founded the Illinois New Music Festival in 2010 and was
the music director of the Las Vegas Music Festival from 1998–2007.
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Stelluto holds a Juilliard First Artist Diploma in Conducting, two master’s degrees (violin
and conducting) from the Yale School of Music, and a bachelor’s in violin from West Virginia
University.56
He identified the most important aspects of becoming a conductor in this order:
1. Become. Become a good, then a great, musician. Find an excellent teacher and get
good enough on an instrument so that you can participate in great ensembles, work
with great musicians from whom you can learn, and get great opportunities that both
affirm and challenge you. Too many young people start out wanting to wave their
hands and look important, and they think this is what conducting is all about. If you
do pursue greatness, you will realize [greatness] is a lifelong process.
2. Think. In the process of 1., learn to be a thinker. Study other disciplines that stretch
your intellect and your psychological and emotional intelligence. Strive to
understand, little by little, how the arts and the human condition are interrelated and
seek the meaning of the music beyond its technical precision. If you do this, you will
realize this is a lifelong process.
3. Develop. In the process of 1. and 2., try to find, through your own personal growth,
the type of musician/artist/conductor [that] you are. Rather than imitating, have the
courage to try and fail and try again. Don’t be afraid to take risks for the sake of your
development but be honest enough with yourself and your carefully chosen mentors
[by] admitting failure or inadequacy in order to keep progressing. If you do this, you
will realize this is a lifelong process. You will also become very scrutinizing of those
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you choose to be your mentors, and you will start to distrust vacuous compliments as
much as you detest insults.
4. Lead. In the process of 1., 2., and 3., learn what true leadership is all about. Learn the
myriad types of leadership required to effectively lead the myriad types of ensembles
you will end up conducting throughout your career. Realize you are conducting
people, not notes. Their response to your leadership can be compliance, inspiration,
and/or resistance. If you lead with integrity, strength, and humanity, you will be the
most effective leader [that] you can be regardless of the outcome. If you do this, you
will realize this is a lifelong process.
5. Learn, Study, and Know. In the process of 1., 2., 3., and 4., learn everything you
can and go beyond the learning you undertake. Take it further. From music to
philosophy, leadership, religion, science, etc., try and bring your knowledge together.
If you do this, you will develop a keen sense of what the art form is about. Study and
be prepared always and know what you want: from the kind of conductor you want to
be, the type of conductor you want to be, what you want to accomplish within a work
and a performance, how you want to develop your orchestra, and what you want to
communicate to your audience. Develop a sense of the ontology of music—where
and how it exists—[to] know what your role is as a conductor. If you do this, you will
realize this is a lifelong process.
6. Live. In the process of 1. through 5., live your life, have the courage to live it, and
learn life’s lessons. This will help you develop the wisdom you need in all areas. No
amount of book knowledge [or] being a student or a know-it-all can lead you to full
development as an artist without wisdom. Without it, it’s a lost cause, and whether
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you are a public school teacher or the music director of a major orchestra, your
shortcomings will be apparent to you and others. Remember, speaking five languages,
having perfect pitch, being a whiz at musical analysis, or even a technical virtuoso on
an instrument does not make you a complete, great artist and interpreter of great art or
a great teacher. Observe other conductors, both great and small, and learn privately
both from their successes and failures—but don’t point out either. If you do this, you
will realize this is a lifelong process.
7. Reflect. Always reflect on the things [in the steps] above. Be humble about the things
you still need to learn, honest about what you need to improve, and generous to the
people you work with and do not become bitter or arrogant. Above all, learn the
difference between courageous confidence and arrogance. And never believe your
own publicity material. Again, [it is] a lifelong process.
The biggest issues I’ve discovered in teaching conducting are:
1. Students are in too big [of] a hurry to wave their arms, and teachers are in too big [of]
a hurry to let them. Learning the intricacies of score study and the challenges of
interpreting a score are the first steps in the process. Then, when it comes time to
work on the gesture and physicality of conducting, it is more about [the] connection
to the sound and phrasing in relation to issues like tempo maintenance, etc. This is a
huge problem in teaching conducting— [it is] basically a cart before the horse issue.
2. Related to [the] knowledge of the score and music is confidence. This is another big
issue. Students and teachers only interested in time use that as a crutch to get them by.
On some level, they are unconfident and cover this up. They may eventually make
some kind of evolution to cueing and grand gestures, but they will not be able to
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handle the organic creation of masterworks of music over a lifetime. A student
confident in their knowledge of the score (at any level) knows what they want. Then
the teaching should be about clarifying what that is in relation to what they indicate
physically and visually (and not just with their arms) and the relation with the
resulting expression from the orchestra. Setting the basis for this at the beginning
helps the young conductor develop into their own persona, not imitate a teacher
(gesturally or interpretively) or mimic or emulate a favorite conductor [whom] they
may admire.
3. Good solid ear training is a must. The earlier, the better.
4. Finally, in the case of more advanced students, learning the difference between the art
and the industry.
5. Score study is a very personal matter, and the point of [score] study is to know the
score, not to merely memorize it. The depth of “knowing” required to truly know a
piece of music, especially the great masterpieces, is daunting and time-consuming.
One can enter into the “knowing process” from a number of different perspectives,
which constantly cycle between facets of the work of art in a constant process. For
each work, I may enter the process differently than other works I am studying. And
returning and starting the process over and over after time off, even after a previous
performance, sometimes years later, is invaluable and can bring profound results. I
also have methods to test myself on the depth of my “knowing” at different levels
without using the score.
6. Related to 3., marking my scores is part of my score study and therefore closely
related to my method of study, even if it is for practical performance matters. In the
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case of [the] particular works [that] I want an ever-deepening knowledge of, I take
new scores each time and re-mark them during my study and then check them against
my previously marked scores of the same work to see how my knowledge and
understanding have developed.
7. There is nothing wrong with listening to recordings or attending live performances of
works one will conduct—but only at the right time. The danger is to listen too early in
the process. Even with a work one is very familiar with, it is best to listen to
recorded/live performances after one has a fairly mature idea of what one wants to do
interpretively. The temptation [is] to default to someone else’s interpretation, [which]
can damage one’s own artistic development and individual voice. [Therefore], care
must be taken. One should have the judicious confidence to “consult” recordings (and
more than just a few) and be able to consider differing approaches without arrogant
dismissal or apologetic adoption of others’ ideas.
8. This approach served me well when, at Juilliard, I had to prepare the Juilliard
Orchestra for performances by conductors such as Pierre Boulez, Bernard Haitink,
Michael Tilson Thomas, Yannick Nezet-Seguin, Andre Previn, and others. Often, I
consulted a recording by a given conductor before my preparation rehearsals and then
called the conductor to ask for further interpretive clarification. In almost every case,
the conductor’s own interpretive sense of the work had changed or evolved since their
earlier recordings.
9. Finally, in a humorous anecdote on interpretation and its evolution in a conductor, I
was told this story directly by the famous and beloved conductor Maurice Abravanel.
He attended a series of concerts conducted by Richard Strauss. Several of Strauss’
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own tone-poems were on the programs. After one of the performances, a member of
Strauss’ cadre questioned him backstage. “Maestro,” he said, “I noticed you did
something differently in the [tone poem] on the program! Do you have some new
interpretive insight into your own work?” Strauss replied immediately, “No, I heard
Clemens Krauss do it that way in London last month, and I really liked it!”
10. There is always more to discuss, but not at this time.
Dr. Charles Laux
Dr. Charles Laux is the Director of Orchestras at Alpharetta High School where his duties
include directing five levels of orchestra, including the nationally recognized AHS Symphony
Orchestra. He also serves as Essential Elements clinician, consultant, and contributor for the Hal
Leonard Corporation. Dr. Laux holds degrees in music education from Ohio University, the
University of Nevada–Las Vegas, and a Ph.D. from The Ohio State University.
A string educator in his 26th year, Dr. Laux has worked with diverse student populations
from elementary school through the collegiate level. He served as Assistant Professor of String
Music Education at Kennesaw State University from 2012-2016 where he taught string
techniques and pedagogy, music education technology integration, supervised student teachers,
conducted the KSU Philharmonic and coordinated string outreach activities, including serving as
founding director of the KSU String Project. Under his leadership, Kennesaw State University
became the largest string education program in Georgia and the KSU String Project grew to
serve nearly 110 elementary school students. Previously Dr. Laux directed award-winning school
orchestra programs in Nevada, Florida, and Ohio. Under his direction, the Winter Park High
School Philharmonic Orchestra was selected to perform at the 60th annual Midwest Clinic in
2006 and the Alpharetta High School Symphony Strings were selected in 2018.
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Endorsed as an artist-educator by D’Addario Orchestral and Eastman Stringed
Instruments, Dr. Laux has presented over 150 educational sessions for organizations such as the
Midwest Clinic, American String Teachers Association, Technology Institute for Music
Education, Association for Technology in Music Instruction, and at music conferences spanning
23 states. He regularly presents professional development in-services for school districts across
the country and has presented internationally at Colegio Menor San Francisco near Quito,
Ecuador. His performing experience includes seasons with the Las Vegas Philharmonic, the
Nevada Chamber Symphony, the Columbus String Quartet, and a collaborative solo-performance
with several members of the Atlanta Symphony Orchestra. Dr. Laux remains in frequent demand
across the nation as an orchestra clinician, conductor, and adjudicator.57
1. What do you find to be the most important aspect(s) of learning to become a
successful music educator that conducts student ensembles?
I think being a well-rounded person is important for music educator conductors. The
strongest programs have the best musicians, but also the best administrators who can maintain
the day-to-day operations of a music program, recruit, and motivate students to stay in a
program. Being a strong musician, having a thorough understanding of the different instruments,
having good interpersonal and communication skills, and being organized are just a few aspects
of being a good educator conductor.
2. When you teach conducting, what do you find to be some common issues that
students have in grasping any concept needed to be proficient? Even if you don’t teach
conducting what are things you recall from your studies in conducting?
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I think many young conductors don’t do enough score study, so they don’t really know
everything that is going on within the music. Knowing transpositions, harmonic structure, and
appropriate style are some of the most important things.
3. What is your method of score study?
I don’t think I have a method. But I do try to look at the piece as a whole, try to
determine the form, then consider the style. I mark important entrances, meter changes,
dynamics and identify potential problem areas.
4. Do you mark your scores? If so, how?
I do mark my scores. For the last 8 years or so I have been 100 percent digital with my
scores. I scan unmarked scores and mark them in the ForScore App on my 12.9” iPad Pro.
5. What is your philosophy on using recordings or other means when learning a new
piece?
I like students to read the piece first and begin doing some work on it before listening.
They need to have that “attempt” at reading it. Many students can sightread better after
listening to a piece, so I want to develop their comprehensive musicianship by allowing them
an opportunity to work on it before they listen. I do think that listening is important, and I
feel that it helps students better understand style, and compare different performances to help
them make a determination on how they will perform a particular piece.
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Appendix A: Technical Characteristics
Listed here are many of the technical characteristics needed for different instrument
types. Conductors of all levels should familiarize themselves with these characteristics to provide
intelligent explanations when needed. This is not an exhaustive list, as it shows the basic focus
for each type of instrument.
Woodwinds and Brass

Strings

Holding the instrument correctly

Holding the instrument correctly

Instrument care for maximum quality of

Instrument care for maximum quality of

performance

performance

Embouchure forming

Tuning

Breath control

Tone development

Tone development

Right-hand and left-hand techniques

Fingerings/alternate fingerings

Proper bow techniques

Adjustments for intonation tendencies

Glissando and dampening techniques

Tonguing

(Harp)

Transpositions (where needed)
Percussion
Tuning various instruments

Proper care of instruments, including how

Mallets

to store and move

Types of grips and strokes
Dampening
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Appendix B: Transpositions
This list includes some of the most common instruments found in orchestral scores.
Written or
Played Note

Concert
Pitch

Transposition
Interval

Instruments

C

Bb

Maj 2nd below

Trumpet, clarinet, soprano saxophone
in Bb

C

Eb

Major 6th below

Alto clarinet and alto saxophone in Eb

C

F

Perfect 5th below

English horn and French horn in F

C

A

Minor 3rd below

Oboe d’amore, Clarinet and trumpet
in A

C

C

As written
(same pitch)

Flute, oboe, trumpet in C, violin,
trombone, baritone (bass clef), tuba
viola, and cello

C

C

Perfect octave above

Piccolo in C

C

C

Perfect octave below

String bass

C

Bb

Major 9th lower

Bass clarinet and tenor saxophone in
Bb

C

Bb

Major 2nd plus 3
octaves below

Contrabass saxophone in Bb

C

Db

Minor 9th above

Piccolo in Db

C

Eb

Minor 3rd above

Soprano clarinet in Eb
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Here are some of the common orchestral instruments that require transposition:
•

Piccolo (sounding an octave higher than written)

•

Alto flute (in key of G)

•

Oboe d’amore (in key of A)

•

English horn (in key of F)

•

Clarinet (in keys of Eb, D, Bb, and A)

•

Bass clarinet (in keys of Bb and A)

•

Saxophones (in keys of Bb and Eb)

•

Contrabassoon (sounding an octave lower than written)

•

(French) horn (in standard key of F but also in others)

•

Baritone (in key of Bb)

•

Wagner tuba (in keys of F, Eb, Bb)

•

Trumpet (in standard key of Bb; also in keys of F, F#, Eb, E, Db, D, Ab, A, G, and B)

•

Bass trumpet (in C sounding an octave lower; also in keys of Bb and Eb)

•

Xylophone (sounding an octave higher than written)

•

Celesta (sounding an octave higher than written)

•

Orchestra bells (sounding two octaves higher than written)

•

String bass (sounding an octave lower than written)
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Appendix C: Recommended Resources

A recommendation is to become a member of the following organizations. These
organizations, along with other groups, provide valuable resources for networking, finding
mentors, attending conferences, and more.
Organizations
American String Teachers Association (ASTA)
www.astastrings.org155 Chain Bridge Road, Fairfax, VA 22030
4155 Chain Bridge Rd.
Fairfax VA 22030
703-279-2113
College Band Directors National Association
www.cbdna.org
2400 Blakemore Ave.
Nashville, TN 37212
615-322-7651
National Association for Music Education (NAfME)
www.nafme.org
1806 Robert Fulton Dr.
Reston, VA 20191
800-336-3768 or 703-860-4000
The Midwest Clinic
www.midwestclinic.org
1340 International Pkwy., Ste. 200
Woodridge, IL 60517
630-861-6125
International Conductors Guild
www.conductorsguild.org
15 E. Market St., #22
Leesburg, VA 20178
202-643-4791
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Appendix D: Score Study and Rehearsal Planner Worksheet

Provided is a template to use when studying a score. Composers can then incorporate the
information discovered during the score study to plan rehearsals. It is recommended to take what
works best for each individual and make a chart suitable for personal needs.

Title of Composition:
Composer:
Date of Composition:
Background/Historical Information:

Length of Composition:
Terms Found in Score (foreign or otherwise):

Important Technical Information Discovered about the Composition:

Rehearsal Notes:
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Appendix E: Common Terms
Provided below is a list of common foreign terms found in scores and used in the
rehearsal setting. This list is not exhaustive; conductors can augment the list as they learn and
use new terms.
a piacere

free

non troppo

not too much

assai

much or very

piu mosso

faster

attacca

no pause

poco a poco

little by little

brilliante

brilliantly

quasi

almost

caesura

pause or break

ritenuto

immediately slower

capriccioso

freely or fanciful

sans

without

con brio

with spirit

segue

no pause

con moto

with motion

semplice

simple

grandioso

noble

senza

without

giusto

exact

simile

in same manner

langsam

slowly

stringendo

with increased speed

meno mosso

slower

subito

suddenly

molto

very or much

tempo giusto

in exact time
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Appendix F: Ideas for Programming
Music is the curriculum. It should form the basis of planning for not only performances,
but the technical issues that will be covered. Conductors of school music ensembles especially at
the secondary level must choose repertoire carefully so it will challenge and improve the
technical abilities of the students. This also needs to take into consideration it is musically
satisfying and interesting. Repertoire selection should be chosen to have a positive influence on
the student’s appreciation and understanding of the composer and their music. Lastly, it should
have a relationship to concepts and techniques that are being taught. Planning of repertoire will
be one of the most important decisions that is made each school year.
There are many outstanding pieces to perform at concerts. Avoid over-programming or
selecting repertoire that is too challenging or not appropriate for skill level, when deciding on
what will be performed. Many negative effects are created by over-programming, some of these
include:
1. Students do not fully grasp the music being performed and become satisfied by merely
getting through it during a performance.
2. Bad habits and poor techniques are developed.
3. When programming easier music students, could have a negative attitude and not give
the effort needed
It is important to choose repertoire that is appropriate for each ensemble. Appropriate
means that it is challenging and playable in a performance after productive rehearsals. When
making decisions on a program it is wise to include some pieces that are not as challenging as
others. Concerts that only include difficult music for students are not usually successful. If all of
the repertoire involves the same technical challenges students could feel overwhelmed

61

throughout the process. Students develop technical and musical abilities by performing the
correct music, but careful attention should be given to not expect every technical or musical issue
will be resolved in one concert set.
Under programming can have very negative effects on an ensemble. Directors have been
known to program easier music in order for the concert to appear successful. This is very lazy
and not in the student’s best interest. It is important to find the right balance in programming that
will result in proper development of an ensemble and the program as a whole.
Resources to Help with Programming
Teaching Music through Performance in Orchestra. This is a series of books created to assist
in repertoire selection. Published by GIA Publications. Books on Concert Band and Jazz
Ensemble repertoire selection are also available.
Choosing Repertoire and the Three “E’s”: Expression, Education and Entertainment.
https://au.yamaha.com/en/support/greatstart/school-esources/article/ensemble_learning/threees.html
Choosing Festival Repertoire.
https://nafme.org/choosing-festival-repertoire/
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Appendix G: Conducting Textbooks for Technical Studies
This list includes many of the standard books that are often used to study conducting
technique. It is not intended to be a complete list; many other books are available.

Berlioz, Hector. The Orchestral Conductor: Theory of His Art. Translated by John Broadhouse.
London: William Reeves, 1936.
Boulez, Pierre. Notes of an Apprenticeship. New York: Knopf, 1960.
Boult, Adrian C. A. Handbook on the Technique of Conducting. Oxford, England: Hall the
Printer, Ltd., 1936.
___________. Thoughts on Conducting. London: J. M. Dent, Phoenix House, 1963.
Ewen, David. The Man with the Baton, The Story of Conductors and Their Orchestras. New
York: Books for Libraries Press, 1968.
Green, Elizabeth A. H. The Modern Conductor: A College Text on Conducting, Based on the
Principles of Nicolai Malko as Set Forth in His The Conductor and His Baton.
Englewood Cliffs, NJ: Prentice-Hall, 1965.
Grosbayne, Benjamin. Techniques of Modern Orchestral Conducting. Cambridge: Harvard
University Press, 1956.
Marple, Hugo. The Beginning Conductor. New York: McGraw-Hill Book Co., 1972.
Meier, Gustav. The Score, The Orchestra and The Conductor. New York: Oxford University
Press, 2009.
Rudolf, Max. The Grammar of Conducting: A Practical Study of Modern Baton Technique. New
York: Schirmer, 1950.
Schuller, Gunther. The Compleat Conductor. New York: Oxford University Press, 1997.
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Curriculum Vitae
Geoffrey B. Neuman, Conductor
neumang@cox.net

Education
Doctor of Musical Arts, Orchestra Conducting, (ABD–2021) University of Nevada, Las Vegas
Master of Music, Music Education, 2001, University of Nevada, Las Vegas
Bachelor of Music, Music Education, 1996, University of Nevada, Las Vegas
Professional Experience
• Conducting, guest conducting, and music clinician, 1996–present
• Las Vegas Philharmonic, string bass, 1999–present
• Performances with many major artists, including Andrea Bocelli, Jennifer Hudson, Luciano
Pavarotti, Celine Dion, Elton John, and others, 1994–present
• On-call bass substitute KÀ (Cirque du Soleil; 2013–2018), Show Stoppers (2015), Lion
King (2010–2012), The Producers (2007–2008), and more.
• Jazz performances with many notable artists, including Joe Williams, Don Menza, John
Beasley, Bob Sheppard, Bob Mintzer, Eric Marienthal, Steve Turre, Marlena Shaw, and
more.

Work Experience
Section String Bass, 1998–Present
Las Vegas Philharmonic (Las Vegas, NV)
• String Bass (section)
• Substitute Principal Bass
Interim Music Director, 2016–2017 and Associate Conductor 2017–present
Henderson Symphony Orchestra (Henderson NV)
Music Director for season and currently Associate Conductor
Adjunct Professor of Music, 2010–2013, 2019
College of Southern Nevada
Professor of courses in Music Theory, Music Appreciation, History of Rock and Roll, and
private Bass Instruction
Fraud Analyst, 2020–2021
Resolutions Investigations Manager, 2021–present
Barclays Bank
Director of Instrumental Music, 2013–2019
Bishop Gorman High School

66

Orchestra and Band (Concert Band, Marching Band, and Jazz Ensemble)
Guitar Class Instruction and Guitar Ensemble, AP Music Theory, and Music Appreciation
Instructor of Instrumental Music, 2011–2013
Alexander Dawson School at Rainbow Mountain
Orchestra and Band (Grades 4–8)
Orchestra Director, 1996-2010
Clark County School District
Green Valley High School, Henderson, NV (1998–2010)
Durango High School (1996–1998)
Directed the String Program, which included three orchestras and a chamber music class.
Performances at various locations, including Carnegie Hall (New York), The Midwest Band and
Orchestra Clinic (Chicago), Accademia Nazionale di Santa Cecilia (Rome, Italy), and more
locations in the United States and Europe
GRAMMY Signature School of the Year Award (2002)
District Task Force Chairperson (2006–2010)

Las Vegas Youth Orchestras, 2003–2010
Las Vegas, NV
• Conducted Las Vegas Youth Symphony Orchestra
• Weekly rehearsals of performing ensemble of students from around Las Vegas area
• Conductor of Las Vegas Youth Philharmonic European Tour, June–July 2014

Guest Clinician
International Online Bass Summit, 2020
Golden Bate Bass Camp, San Francisco, CA, 2018
Huron HS Orchestra, Ann Arbor MI, 2012
FAYM Summer Orchestra, Las Vegas NV, 2016
Various small clinics with public and private schools in Las Vegas area (1997–present)
Conference Presentations
Young Artist Program at International Society of Bassists Conference
• Indiana University, 2019
• Ithaca College, 2017
• Colorado State University, 2015
Midwest Band and Orchestra Clinic, Chicago, IL, 2008, 2009, 2012
International Association of Jazz Educators
• Las Vegas, NV, 2004
• New York City, 2006, 2007
Las Vegas Bass Workshop (co-founder), 1997–present
Affiliations
• Music Educators National Conference (MENC)
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•
•
•
•

Nevada Music Educators Association (NMEA)
American String Teachers Association (ASTA)
Regional Orchestra Players Association (ROPA)
International Society of Bassists (ISB)
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